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Alois Luigi Tomasini 
(1741-1808) 
) 
String Quartet in C major, K. 465 
Adagio - Allegro 






String Quartet in F major, Op. 18, No. 1 
Allegro con brio 
Adagio affetuoso ed appassionato 




Ludwig van Beethoven 
!- ( 1770-182 7) 
Mozart's C-Major quartet K. 465 is one of a set of six quartets dedicated to 
Franz Joseph Haydn (hence known as the 'Haydn' quartets) which were composed 
between the end of 1782, (the autogra~h to KV 387, the first quartet of the set and the 
only one to bear a date, read "di Wol gango Amadeo Mozart mpa Ii 31 di decembre 1782 
in Viena"), and the 14th of January, 1 85 -- the date entered for K. 465 by Mozart in 
his index of works for KV 465. Following the publication of the quartets by Ar~ · · 
in Vienna, Mozart wrote cordially to Haydn expressing his desire that his "chi le 
would meet with the approval of 'Papa' Haydn (or 'father-brother-friend-colleagu., 
Haydn as Maynard Solomon suggests). Mozart also confesses in this same letter that 
the quartets were "ii fr11tto di una 7unga, e laboriosa Jatica !'the fruit of a long and 
arduous labor')". 
Beethoven's career. Certainly the idea of a language-based source for musical 
composition is nothing new, nor is the notion that this source might be hidden from 
view. 
What is new is the manner of its expression as drama qua music, as distinct 
from 'musical drama' or 'dramatic music.' The dramatic here becomes elevated beyond 
the realm of language and determinate representation to the height of pure form. This 
form, as an all-pervasive unifying function, engages itself in a perpetual dance of self-
definition, develoring though the interplay of consensual referents into the musical 
architectonic itsel . The culmination of the impulse lies, of course, in the triumphant 
achievement of the Choral Symphony; its roots, however, are firmly embedded in this, 
the first of Beethoven's string quartets . 
MEET THE ARTISTS 
Carol Lieberman has been a leading exponent of Baroque violin performance for 
the past two decades, and is equally welT known for her performances of the literature 
of the 19th and 20th centuries. Ms. Lieberman's frequent performances for radio and 
• 
1evision include Radio Nacional Espana, Belgian Radio, the CBC and National 
'1lic Radio. Her recordings include a world premiere album of sonatas of Simon 
_..:6uc, the complete sonatas for violin and harpsichord of J.S. Bach, and works of 
C.P.E. Bach, J.C. Bach, Franz Schubert and Elliot Carter. Ms. Lieberman is currently a 
faculty member at the Boston University School for the Arts, and is an Associate 
Professor of Music at the College of the Holy Cross, where she is also director of the 
Holy Cross Chamber Players. 
Julie Leven, a frequent performer on both period and modem violin, is a member 
of the Handel and Haydn Society Orchestra, Boston Bare>gue and the Smithsonian 
Chamber Orchestra. In addition, she performs with the Boston Pops Esplanade 
Orchestra, Emmanuel Music and the Hammershoi Piano Trio. Ms. Leven is a graduate 
of Oberlin College and Conservatory and has twice been a fellow at the Tanglewood 
Music Center. She has been a member of the Spoleto, Colorado and Peninsula Festival 
Orchestras as well as the Jerusalem Symphony Orchestra, the Aarhus (Denmark) 
Symphony and the Rochester Philharmonic. On the Telarc International label, she is a 
' featured soloist in a recording of Handel's Concerti Grossi, Op. 6 by Boston Baroque. 
' 
Barbara Wright, violist, performs with various Boston-based musical 
organizations such as the Handel & Haydn Society, Boston Baroque, Emmanuel Music, 
Cantata Singers and the Boston Pops Esplanade Orchestra . A resident of 
Northampton, Massachusetts, she ts adjunct instructor of viola at Smith College and 
also teaches at the Smith College Campus School. 
Ms. Wright is a graduate of Mt. Holyoke College and has a M.M. degree from the 
University of Massachusetts at Amherst. She has recorded for the Da Camera, Telarc 
and Decca labels. 
Myron Lutzke, a native of Newark, New Jersey, attended Brandeis 
University and is a graduate of the Juilliard School where he was a student of 
Leonard Rose and Harvey Shapiro. Equally active as a performer on modem and 
period instruments he is a member of the St. Luke's Chamber Ensemble, the Aulos 
Ensemble, the Mozartean Players and the Bach Ensemble. He also serves as principal 
cellist of the Orchestra of St. Luke's, the Handel & Haydn Society Orchestra, the 
Boston Early Music Festival Orchestra, the Classical Band and the Drottningholm 
~rt Orchestra of Sweden. Mr. Lutzke has toured throughout the world including 
. ) United States, Europe, Japan and Australia . He has appeared as soloist at the 
.. mstly Mozart, Tanglewood, Caramoor and Ravinia festivals and performs and 
teaches each summer at the Early Music Festival at Brixen, Italy. He has recorded for 
the Decca, Sony, DG, Musical Heritage Society, EMI, Telarc, Arabesque and Nonesuch 
labels. Mr. Lutzke is currently on the faculty of the Mannes College of Music where 
he teaches baroque cello and performance practice. 
• 
It would appear that Haydn was not entirely unreceptive to Mozart's efforts . In 
February of the same year, Haydn had a chance to hear KV 465 and exclaimed to 
Leopold Mozart- "I say to you before Cod as an honest man, that your son is the 
greatest composer know to me either in person or by name. He has taste, and what's 
more, the greatest compositional knowledge." However, this "compositional 
knowledge," which is such a hallmark of the later works and the germinal source for 
the 'dissonance' of the 'Dissonant' quartet, did not meet with the same approval from 
the more modish Viennese public: "too forceful [of possibly 'elevated,' i.e. 'learned') ... 
much too strongly seasoned']" admonished one anonymous contributor to Cramer's 
Magazin der Musik in 1787. 
Indeed, the C-major quartet does not lend intself to the appeal of a less 
musically cultivated audience. The opacity of the contrapuntal structure in the ada~io 
introduction, while perhaps not Solomon's "plunge to the center of symbiotic terror,' 
certainly evokes a topical aura of mystification that heightens the coloristically simple 
C-major allegro opening. Though the at one subtle yet extreme chromaticism found here 
might have been lost on his contemporaries, (anecdote has it that Artaria returned the 
'wrong' notes for correction), Mozart's 'Dissonant' quartet extended the horizon of 
conversational possibilities for four-part discourse. The paradi9m of an integrated 
and homogenous dialogue was to remain fairly unchanged until I e11Ja11t terrible 
Beethoven, in his set of six quartets Op. 18 -- spiritually dedicated to Haydn, though 
perhaps with less cordiality than Mozart -- plucked the pear from the tree and himself 
fructified the now clichoo Beethovenian effort into a startlingly original set of works. 
The compositional history of Beethoven's Op. 18 quartets is somewhat 
more tangled than that of Mozart's ripe offerings. The beginnings of their working out 
in sketches coincide with Beethoven's first use of sketchbooks instead of loose leaves --
ca.July-August 1798, and is contemporary with the composition of the Septet Op. 20 
and the Sonata Op. 13. Beethoven's studies with Salieri commenced early in 1799, and 
by 25 June a preliminary version of Op. 18 nr. 1 was completed. This version was 
given by Beethoven to his close friend, the violinist Karl Amenda (1771-1836), 
accompanied by the following note: "Dear Amenda! Accept this quartet as a small 
token of our friendship. So often as you play it, remember our past times, andj)llso how 
dear they were and afways will be. Your true and warm friend - Ludwig van 
Beethoven. 
This year also saw the composition of the First Symphony (complet~d 2 April 
1800), as well as extensive work on the Op. 18 set, including revisions to the first 
quartet. It was not until June of 1801 that the first three were published by Mollo, 
thought the autograph for this edition is missing. At this same time, probably 1 July 
(some sources give T June), Beethoven wrote again to Amenda asking nim not give out 
his copy of the earlier version to anyone, stating that "Only now, and for the first time, 
do I know how to write string quartets properfy." While the earlier version appears, 
in the light of Beethoven's evident scrutiny of Haydn's Op. 20 set and Mozart's 'Haydn' 
quartets, as a prominent development not only in his own compositional output, but in 
the very nature of musical discourse (the saturation of the opening movement with the 
motive announced at the outset and the clearly programmatic source relation of the 
adagio affetuoso being among the more salient features), the revised version appears 
more striking for the boldness of its redrafting. 
Several important aspects contribute to making Op. 18 nr. 1 a veritable 
apotheosis of the genre: an overall "thinning" of the four-voice texture that gives added 
focus to the musical-rhetorical aspects of the individual parts, and the changes in the 
harmonic fabric of many passages ensuring greater unity of motivic content through . 
'hidden repetitions.' While at once presenting the new model of "academic classicism" ' .t 
in its topical phraseology, Op. 18 nr. 1 also bears within it the seeds for many of the c 
future developments in Beethoven's style. The covert program of the second movement, 
(i.e. the tomb scene from Romeo and Juliet, mentioned by Amenda and in Beethoven's 
sketches themselves) is given a rurely instrumental expression, and is further reliant 
on a dialectical juxtaposition o binary referential relations. This unique feature 
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The School for the Arts welcomes your support to help continue tltese 
concerts. Further infonnation regarding gifts to the School may be obtainei. 
from: The School for the Arts Development Office, 855 Commonwealtlt 
Avenue, Rm. 202, Boston, MA 02215 (617) 353-7293. 
